ニッポンをめぐる懐古趣味的なナショナル・ナラティブ：石原慎 太郎のカミカゼ映画『俺は、 君のためにこそ死ににいく』 を題 材に

Introduction: male warriors as national icons
National identities need national narratives and national heroes. Violent national uprisings are normally a male business: Arminius fought for the Germanic tribes against the Romans, Alfred the Great defended the Anglo-Saxon kingdoms against the Vikings, and Wilhelm Tell protected the honor of Switzerland against its occupiers. Female warriors in battle are only an exception to the rule, like Jeanne d'Arc in France or Queen Boudicca in England. In Japan, the figure of the samurai as the ideal national warrior has served as an inexhaustible source of stories and cultural texts since the emergence of the modern state. This was early demonstrated by the global success of Nitobe Inazō's 1900 work Bushido: The Soul of Japan, first written in English for Western readers and subsequently translated into Japanese; almost a century later Tom Cruise and Watanabe Ken starred in the 2003 film The Last Samurai (Zwick 2003) . As historian Wolfgang Schwentker (2003: 10) writes in his dedication to the 47 rōnin in the first chapter of his book Die Samurai: "Every child in Japan knows the plot. Already at the beginning of the eighteenth century, it was recorded in historical and fictional stories for the puppet theater, for the kabuki or as ukiyoe, incorporating many different variations, and seemingly immune to political censorship".
However, the narrative could still be used for political propaganda. After Western nations had forced Japan to emerge from seclusion in the 1850s, the centuries-old history of the samurai army defeating the Mongolian invaders (in 1274 and 1281, the Mongolian naval forces had been destroyed by typhoons, known thereafter as kamikaze 'divine winds') was carefully adapted and modified to play a role in the new project of Japanese nation building. The process, reflected in a number of paintings of the period, was directed by the central government in Tokyo, though not entirely independently of regional and local participation (Fröhlich 2009: 84) . Later, toward the end of Word War II, young pilots were ordered to sacrifice their lives for lethal attacks on American battleships and aircraft carriers. In this endeavor, the national myth of the kamikaze was used, and appeal made to the honor of the samurai. (The official term for the pilots known as kamikaze was tokkōtai 'special attack force '.) With the proliferation of mass media after World War II, the fullblown emergence of pop culture, and also the establishment of national film industries, it is no wonder that samurai warriors and kamikaze pilots are still active in the popular mind to this very day. The stories of national heroes' adventures and battles are represented in film, television, and manga. National heroes have succeeded in conquering the entertainment market on a global scale. Furthermore, entirely new "virtual" heroes have now appeared in paperbacks and on screens. In France, they are the comic heroes Astérix and Obélix; in the United States (and, it could be argued, in Western culture generally), John Wayne and Jeremiah Springfield; and in Japan, Astro Boy and Doraemon.
Nevertheless, the development and proliferation of the mass media did cause changes in the national narrative. After the war, the mass media ceased to be mere tools of political propaganda, and an effort was made to design public broadcasting on radio and television to educate, enlighten, and entertain. After the global protests of students in 1968, anti-authoritarianism, conscientious objection, desertion, and insubordination all became acceptable, and the real heroes were all of a sudden revealed as those who refused to fight. Moreover, historians discovered that the kamikaze pilots had not in fact been a phenomenon peculiar to Japan: a version of the same type of fighter had also been used in Germany. And in both countries, there were pilots who disobeyed their orders, deserted their duties, and did not carry out their missions.
This discovery unsettled the traditional national narrative of the soldier, or warrior. In 1993, German author Uwe Timm published a new version of the national narrative that separated itself completely from the battlefield. In Die Entdeckung der Currywurst ('The Invention of Curried Sausage'), a blind old woman, Lena Brückner, relates the story of her life decades earlier in war-torn Hamburg, to the narrator. In April 1945, in the final days of the war, Lena encourages a Nazi soldier to shirk the final battle against the British forces, and persuades him to stay in her flat even after surrender and during the British occupation. Obtaining curry powder on the black market, she mixes it with ketchup and sausages to make a delicious new dish to feed him. It is this event Ϫ the invention of curried sausage Ϫ that marks the surrender of Hamburg, at least on cultural terms, in this novel. (Currywurst remains Hamburg's dish to this day.) The text is a playful rewriting of national history by a member of the postwar generation, politically active in 1968: it acknowledges national guilt and crime with the birth of a strange new cultural concoction.
In 1996, The Invention of Curried Sausage was made into a manga by Isabel Kreitz. Interestingly, Kreitz also depicted the life of the spy Richard Sorge in manga form in 2008, in her graphic novel Die Sache mit Sorge. Sorge was a Russian spy in the German Embassy in Tokyo during World War II. The figure of Sorge also plays an important part in Tezuka Osamu's 1983 manga Adorufu ni tsugu ('Adolf'), which is set in World War II where spies and secret agents hunt Hitler's stolen birth certificate in Berlin and Kobe because it will prove that Hitler is a Jew. Clearly, national narratives and protagonists of one nation can now merge with those of other nations, which allows them to be read and consumed from yet more angles and perspectives.
Nationalism, it could be said, to some extent inevitably falls victim to its own narrative form. The traditional prewar versions of national narratives are perhaps bound to perish. Packaged and sold in ever more entertaining narrative units, represented visually as film and manga, and marketed globally, national narratives inevitably relinquish control of their original key elements. Mere idealization of the code of Bushido and the avoidance of difficult issues such as that of the ianfu ('comfort women' Ϫ i.e., sexual slaves used by the Japanese army), no longer satisfy a readership that is growing increasingly politically aware. In many contemporary texts, the new hero is no longer a warrior or hero at all. Instead, he can desert the battlefield (like some kamikaze pilots, or like the soldier who becomes Lena Brückner's lover). Yet his new story can still draw attention. In addition, due to new technologies of recording and reproduction, the authors of national narratives can be identified, along with their biographical and family context, and their possible intentions and motivations can be unpicked. Ishihara Shintarō's cultural texts can be submitted to a reading that reveals them as autobiographical and retrospective, a backward-looking version of the national narrative. Ultimately, they can be likened to an old yacht sinking slowly in a Japanese sea of global trade, immigration, cultural merging, and consumerism.
Male authors of the national narrative: the Ishihara family as the Japanese family
Royal families may have lost much of their erstwhile status in many countries in the modern world, but in certain nations they have been replaced by families from the bourgeoisie, who continue to hold power and influence as politicians, almost as if through familial succession. The Ishihara family is another example of a prominent political family, one that combines politics and celebrity. Ishihara Shintarō started his public life as an author; in 1968, he became a member of the Upper House of the National Diet of Japan and then, in 1999, was elected as governor of Tokyo. Ishihara Shintarō's first and third sons, Nobuteru and Hirotaka, were elected to the National Diet in 1990 and 2005, respectively. His second son Yoshizumi is a television actor, while his fourth son, Nobuhiro, is a painter, teaching at the Tokyo campus of New York's School of Visual Art. Thus, two sons uphold the political tradition, while the other two have entered arts-and media-related spheres associated with their father. Judging from their impact on national perceptions and the high level of interest in and awareness of their wide-ranging activities, the Ishihara family is possibly the most widely observed national family in Japan. At the head is Ishihara Shintarō, the family patriarch. Nearly 80 years old, elder brother of a famous late actor, father of several well-known sons, active LDP politician, four-times elected governor of Tokyo, he is an ideal spokesman, or auteur, for the national narrative in Japan.
Born in 1932 in the port city of Kobe, Ishihara Shintarō grew up with his brother Yūjirō, who was younger than him by two years. Shintarō witnessed the build-up to the war and experienced the effects of wartime policy as a child. After the war, and after his father's death, he lived through several decades of roller-coaster economic change, including the lean years of postwar recovery, the high growth period of the 1950s and 1960s, the boom years of the 1970s and 1980s, and the subsequent economic downfall and crisis in the final decade of the twentieth century. In 1934, just before Yūjirō was born, the Ishihara family moved to Otaru, a harbor city northwest of Sapporo, in the northern island of Hokkaido, where their father Kiyoshi managed a branch of the Yamashita Shipping Company. As Yoshimi Shunya (2001a: 93Ϫ96) points out in his essay "Gurōbaru shiti no gyakusetsu" ('The paradox of the global city'), this company was closely tied to ruling circles and helped to maintain and extend shipping networks to and from Japan's colonies. Shintarō learned to sail while still a child and internalized at a young age a deep and emotional relationship with the ocean, as shown in his autobiographical book Waga jinsei no toki no toki ('Undercurrents: Episodes from a Life on the Edge'), published in 1993. Judging from his descriptions of crewmen swallowed up by the sea and fishermen attacked by sharks, Ishihara has clearly often faced death himself. The sea and death are the leitmotifs of his life and texts.
Yoshimi gives a very precise analysis of the role played by the Yamashita Shipping Company within the commercial shipping networks of colonial Japan. He recognizes these networks in the Pacific as the predecessors of today's air traffic and financial trade that crisscross the globe. As he points out, this naval network fulfilled an important political function during the period of militarist government in Japan and military adventurism abroad. Company boss Yamashita Kamesaburō (1867Ϫ1944) kept in close contact with political and military leaders. In 1943, he became consultant to Prime Minister Tōjō Hideki (1884Ϫ 1948 in office 1941Ϫ1944) . As Ishihara himself writes: "At that time Otaru was the most important trade city in all of Hokkaido. All the branches of the local banks were in Otaru, not Sapporo. The Yamashita Company controlled 50% of freight transport from and to Hokkaido, which shows how important my father Kiyoshi's role was in that place" (cited in Yoshimi 2001a: 96) . In 1940, the family moved to Zushi, near Tokyo, where they rented Yamashita's house. The war was still ongo-ing, but the importance of Tokyo as the new center of global shipping and finance networks was just over the horizon. One might argue that this was the first step Ishihara Shintarō took toward becoming governor of Tokyo 60 years later.
3. The Ishihara family and the media: from postwar to postmodernity Ishihara's father died suddenly in 1951, leaving him as head of the family at the tender age of nineteen. Responsible both for his mother and his younger brother, he wrote his first book Taiyō no kisetsu ('Season of the Sun') in 1954, shortly after graduating from Hitotsubashi University. This book describes the rambunctious, happy-go-lucky life of a bunch of boxers in the 1950s, and seems to thoroughly welcome the American way of life to Japan. The book won the prestigious Akutagawa Prize in 1955 and was made into a movie directed by Furukawa Takumi a year later. Ishihara's younger brother Yūjirō starred in this film, which helped him start his career as actor and singer. With his somewhat swarthy good looks and suave manner, he soon acquired the nickname of the "Elvis Presley of Japan". Playing the Casanova, the hero, and the rebel, he was the embodiment of Americanized Japanese culture.
The 1956 Ishihara films Taiyō no kisetsu (Furukawa 1956 ) and Kurutta kajitsu 'Crazed Fruit' (Nakahira 1956 ) gave rise to a new term to refer to wild, rebellious youth: taiyōzoku 'sun tribe'. The two films provoked the Japanese nation, depicting acceptance and enjoyment of the Western lifestyle, and indulgence in hedonism, consumerism, violence, and sex. The scandal of the films was closely related to their concept of masculinity: as Isolde Standish (2006: 224, 228 ) points out, male groups dominated the scene, and women were subjected to "girl hunts". So intense was the visual virility of Yūjirō's muscular male body that his image as a tough guy had to be softened and homoerotic elements disavowed (Raine 2001: 203) . The intimation of a potentially dangerous degree of sexual freedom in the young male protagonists was unsettling to a nation where conventional sexuality was supposed to be the norm. Consequently, Ishihara Yūjirō's third film in 1956, Ubaguruma 'The Baby Carriage' (Tasaka 1956 ), already questioned some of the nihilistic attitudes of the taiyōzoku heroes (Standish 2006: 230) . Michael Raine (2001: 219) resumes: "Yūjirō's initially threatening taiyōzoku persona was normalized and nationalized as a condition of his becoming a major star". As a singer and actor, he ruled the Japanese film and television screens over a period of three decades. Four years after his early death in 1987, a museum opened in Otaru that documents his life and career. Yūjirō is still a national idol. Every year on the anniversary of his death, his female fans still fill every last seat in the Olympic Stadium in Yoyogi to mourn their loss.
In the meantime, his older brother Shintarō had his own brilliant career as a writer and politician. The Liberal Democratic Party, the party to which Ishihara belonged, dominated politics in Japan from 1955 to 2009, with barely an interruption. The revolutions that occurred in many European countries, and the student riots and demonstrations that took place in Japan in tandem with student demonstrations in the West, seemed barely to impact the political status quo in Japan. In 1968, a year of political and social turmoil, Ishihara won a seat in the Upper House with three million votes. This second big success in his life (after his first novel) secured his presence and popularity on the public scene, and for a period of thirty years, he continually used this political platform for a variety of provocative statements. After his brother's death and the end of the cold war, he was finally ready for his third big victory and a significant shift in his political attitude.
In 1989, Ishihara co-authored "NO" to ieru Nihon ('The Japan that Can Say No') with Sony chairman Morita Akio. In this book, he made a strong argument for the superiority of the Japanese economy to that of the United States, and the necessity to counteract American hegemony. The text was intentionally provocative, and caused much irritation and outrage, especially to foreign readers, and particularly in America. As Yoshimi points out, there was something deeply paradoxical in Ishihara's stance: after all, Ishihara had welcomed American influence in the 1950s. Luckily, the crash of the bubble economy in Japan in 1989 distracted attention from these political tensions, and domestic priorities changed. Seven years later, in 1996, Ishihara published Otōto ('My Younger Brother'), an allo-biographical text featuring his late brother, the popular Yūjirō. It could be said that this book essentially paved the way for his third victory in life, his election to the governorship of Tokyo in 1999. He received only 1.33 million votes (about 30.5%), but nevertheless was re-elected to the position three times in 2003, 2007, and 2011 . Looking out over the metropolis of Tokyo from his office suite on the seventeenth floor of the gargantuan Metropolitan Government Building (also known as City Hall) in Shinjuku, the famous old writer can be said to have fully arrived into the postmodern world of global traffic, business, and media communication.
Ishihara Shintarō is the sixth person to hold the governorship of metropolitan Tokyo since 1947. He succeeded Aoshima Yukio, writer, television actor, and politician. Aoshima had been elected in 1995 by voters who were dissatisfied with the standard politicians who were all in thrall to the power of the bureaucracy; however, Aoshima's tenure was marked by few successes, and he was ultimately perceived, despite original bluster, as weak and ineffectual. In 1999, many of his voters switched to Ishihara, who was now seen as an independent and strong candidate with the authority of a famous writer and member of an influential "tribe". His image was that of an anti-bureaucratic politician who nevertheless, because of his past political history, had a strong network within the Liberal Democratic Party of Japan.
In fact, Ishihara's most notable political achievements as governor have been relatively minor. He fought an endless campaign to rid Tokyo of its black crows. He raised tax on diesel-fuelled SUVs. He ordered teachers to sing the Japanese national anthem, Kimigayo, on special occasions at school. His plan to introduce a special tax for banks, first proposed in 2000 as a late reaction to the sudden end of the Japanese bubble economy in 1989, which led to two decades of economic stagnation and public indebtedness, was a political failure. Furthermore, his career in the metropolitan administration was tarnished by scandal: in 2005 his right-hand man Hamauzu Takeo, whom he had spent an entire year trying to get promoted to vice-governor, and who apparently did most of his administrative work, came under suspicion of perjury. Ishihara had no choice but to dismiss him Ϫ although he afterward reemployed him on a private contract (Kawasaki 2008: 29) .
Despite these less-than-impressive achievements as a politician and legislator, Ishihara Shintarō maintained an almost permanent presence in the media and on television screens with provocative statements. He exasperated the United States with the announcement that he was closing down the American airbase at Yokota, in western Tokyo. He outraged neighboring countries in Asia by using terms such as sangokujin (literally: 'people of the three countries' Ϫ a derogatory word that refers to ex-colonial nationals of China, Korea, and Taiwan) and the word Shina for China. There was no political substance, or meaning, behind these utterances. Insisting on a commonality shared by Asians, he nevertheless kept claiming superiority and leadership for Japan over its neighbors in technology, economics, and popular culture (Iwabuchi 2002: 67) . After the Fukushima Accident of 2011, he made a show of drinking tap water in front of the television cameras.
Clearly, what has been important to Ishihara was to draw attention to his role as national politician, national icon, and head of a national family. As an author and as a conservative politician, Ishihara aspired to public attention in both print and visual media. Already in the postwar era, Ishihara claimed "that his stories were not social-problem texts, but kannen shōsetsu [novels of ideas] in which writing was a kind of cinema" (Raine 2001: 221) . It was perhaps only logical that he therefore later discovered a place for himself as an auteur and scriptwriter.
Today, the taiyōzoku films are merely fading souvenirs from a bygone era. With his brother gone, and his passion for fictional genres unquenched, it is natural that Ishihara has in recent years turned to writing film scripts, an activity that has allowed him to simultaneously commemorate his brother's death and mourn the loss of old Japan.
The national narrative in the media: Ishihara's turn to nostalgia
Notwithstanding the fact that he is an author of what are surely seen nowadays as rather quaint, old-fashioned novels, and for all his avowed conservatism and traditionalism, Ishihara's latest productions evince a consciousness for a completely new media strategy and context. Alan Tansman (2009: 257) has pointed out how, when Ishihara's friend and colleague Mishima Yukio planned a coup d'état in 1970 to forestall what he saw as Japan's loss of national identity in the face of Western culture, and then committed suicide by ritual disembowelment, his selfaware and theatrical fascist performance turned him into a "figure of parody". In the ensuing decades, Ishihara witnessed a gradual detachment of Japanese society from ideologies of nationalism and war in the transition from the postwar era to postmodernity. In the 2000s, any films on World War II being made in Japan no longer need provoke any fear of nationalistic revisionism. On the contrary, as Aaron Gerow (2011) has pointed out, war films like Hotaru 'Firefly' (Furuhata 2001) , Otokotachi no Yamato, 'The Men of the Battleship Yamato'; literally: 'The Men's Yamato' (Satō 2005) , and Rōrerai 'Lorelei' (Higuchi 2005), represent an "entertainment cinema […] conscious of a consumer base with conflicting opinions about the war and nationalism". Gerow sees the attenuation of interest in wartime history evident in these films as related to the recent nostalgic fascination for the Shōwa 30s (1955Ϫ1965), in particular the highly successful television and film series Always Ϫ San-chōme no yūhi, 'Always Ϫ Sunset on Third Street' (Yamazaki 2005) in 2005. Obviously, the television as the traditional medium of the family is far more inclined to narrate history in a nostalgic fashion than the cinema: in the same year, TV Asahi adapted Ishihara's allo-biographical book Otōto into a television drama in five episodes.
In postmodernity, the medialized view back into history, designed for the younger generation, prefers to circumvent conflict, trauma, and martial masculinity for entertainment. Frederic Jameson was probably the first to point out the close collusion of nostalgia, commercialism, and postmodernity in American cinema in this regard: "Nostalgia Films", Jameson (1991: 19) argues, "restructure the whole issue of pastiche and project it onto a collective and social level, where the desper-ate attempt to appropriate a missing past is now refracted through the iron law of fashion change and the emergent ideology of the generation". I would argue that a similar development can be traced in Ishihara's narrative turn. Although in the postwar period, Ishihara made the case for the American way of life, consumerism, and a hedonistic macho lifestyle, in postmodernity he has made a switch to plead the case for family values, maternal solace, and the nation. Further, obliged to reach and convince younger generations, and conscious of everchanging media technologies, he has had to adapt to general trends in the narratives in contemporary Japanese film (for cinema and television). Nostalgia has provided the basis of this new, "medialized" nationalism. In his film Ore, this nostalgia is merely extended back in time to the prelude of the battles of World War II. Now nearly 80 years of age, Ishihara has experienced repeated loss in his personal life. He lost his father in 1951; he lost his colleague Mishima Yukio; he lost his brother Yūjirō in 1987; and, by his own account, he has faced death many times sailing at sea. All of these losses feature in his literary texts. But even though these texts are full of life experiences and have an autobiographical thread, they do not belong to the Japanese literary model of the shishōsetsu 'I-novel', a genre characterized by authorial self-revelation and self-abasement, and described by one critic as close to communicative "autism" (HijiyaKirschnereit 1996: 279). Ishihara has certainly never become anything like a recluse. Instead, he constantly exposes himself to the public gaze. One of the features of the shishōsetsu form of prose fiction is the lack of self-development on the part of the author/narrator/protagonist. But it is quite the opposite with Ishihara. Ishihara monitors the societal development of Japan constantly and attentively, and he makes sure to reflect this development ideologically in his works. For this reason, Ishihara can be seen as self-appointed patriarch of the national family, who constantly re-writes the national narrative of Japan. His film Ore, a fiction that concerns a family of kamikaze pilots awaiting command to go to die in battle, thus provides ideal material for an analysis of the relationship between his texts, his life, and his nation.
Ore and the rebirth of the nation: re-gendering the national narrative
Men give birth to the idea of "nation". Notwithstanding the etymology of the word, which comes from the Latin word natio (stock, or race Ϫ literally: 'that which has been born'), it is normally the men and not their mothers that erect the national state and write its history. Men live and die for the nation, like the kamikaze pilots in Ore, whose com-manding officer refers to himself as "ore" as he commits ritual suicide on tatami mats (in a kitschy scene that lasts 85 endless seconds In all of these movies, it is the same male bonds and relationships that are being explored and valorized. However, Ishihara's recent films do not fit into this category and refrain from the stereotype of the invincible warrior. In 1998, his cryptic novel Hisai ('Secret Festival'), in which he examines themes of rural rituals, taboos, and modernity, was made into a film by director Shinjō Taku. In the same year, Ishihara gave permission to director Clint Eastwood to shoot a few scenes on the island of Iwo Jima, which is administered by Tokyo, for his film Letters from Iwo Jima (Eastwood 2006) . In contrast to Flags of Our Fathers, in Letters Eastwood shows the Japanese perspective on the war. The narrative of this film pivots around the figure of General Kuribayashi, played by Watanabe Ken, and its action is set squarely on the battlefield. However, it takes a surprisingly detached and reserved attitude toward its male hero, possibly because it is based on an original screenplay by Iris Yamashita (Gerow 2006) . When Ishihara Shintarō decided to deal with the Japanese perspective on the war, he collaborated with director Shinjō Taku again and produced a screenplay honoring the kamikaze in World War II.
With ongoing political debate on the visits of Japanese politicians to the Yasukuni Shrine in Tokyo, where the War Memorial Museum ideal-izes and honors soldiers, including the "special attack force" (tokkōtai), Ishihara's film seems charged with a crucial mission Ϫ both against the United States and against Japan's Asian neighbors. The film's story traverses the borderline between text and film, past and present, nationalism and nostalgia. By portraying Japan as a nation at war and by featuring its protagonists as a genuine family, Ishihara both evokes the outdated and disproved idea of a Japanese ethnic homogeneity (a discourse epitomized by Nihonjinron Ϫ i.e., debates/theories of "Japaneseness") and the national family, and links it to the relationships in his own family. Given the ideological subtext evoked by these connections, it is vital to subject this film to a reading on several different levels: as a cultural text, as a letter about the war, and as an autobiographical and retrospective document of an old and experienced writer.
In contrast to Eastwood's films, the structure of Ore pivots around the maternal figure Torihama Tome, who looks after young kamikaze pilots in her restaurant in the vicinity of the airbase. Although produced explicitly for the Japanese cinema, Ore attracted only 900,000 viewers in Japan. Having grossed 1.08 billion yen, an attempt was made to export it, but only to four countries: the Czech Republic, Poland, Iran, and Hong Kong. In contrast, Eastwood's war film Letters grossed five times as much at the box offices in Japan and was a smash hit worldwide. Although one could argue that Ishihara achieved about as much success in cinema in global terms as he did in his political administration, the letter that he subsequently wrote to Clint Eastwood, comparing their films and rating his own as undeniably superior, despite all evidence, is from this perspective a rather desperate act.
Classified as the Japanese counterpart to Letters, the film Ore is in fact considerably different from Letters from its point of departure. The nuances implied by the personal pronoun ore already point away from the battlefield and back to the familial relationships, and specifically to a relationship with a mother. A specifically male pronoun, ore marks the transient identity of a Japanese kid or teenager, and it indicates an adolescent demand for permission to be wild and self-indulgent Ϫ even childish. In contrast to grown men, the identity evoked by the word ore is not based on masculinity or manliness (otokorashisa), but rather on a relationship with a mother. It evokes the traditional maternal relation between mother and son, described by Doi Takeo as amae 'indulgent dependency', in his book The Anatomy of Dependence.
It is important to hear this echo of intimacy, even innocence, in this use of the pronoun ore in the film's title. Ore is still used by men of all ages in contemporary Japan. The demeanor implied by someone calling himself ore is that of a wild boy who wants to misbehave, someone who is not really responsible and who can count on his parents' forgive-ness (and in Japan, it would be the forgiveness of his mother). The notorious phenomenon of criminals in Japan calling old people on the telephone, and identifying themselves as "ore ore" in order to persuade the old people that they are long-lost relatives and therefore deserving of financial support, speaks volumes. The emotional resonance of the word ore is also the reason why Jamaican runner Usain Bolt's comments after his 100-meter world-record sprint were rendered using the pronoun ore by the interpreter on Japanese television, while American swimmer Michael Phelps's pronouncements were translated with the pronoun boku (Ota 2009: 63) . Both pronouns are male, but boku implies an idealistic young man, a hero with a degree of vision and foresight, while ore implies a somewhat unruly muscle-bound boy.
The use of the word ore in the title of the film invites the viewer to associate it with the childhood, and boyhood, of Ishihara Shintarō. Thirteen years old when the war ended, Ishihara's early adulthood corresponds exactly with the decades of rapid economic growth (and, in a curious way, his later years with Japan's economic decline). During this period, there was a strict bifurcation of gender roles, with a concomitant segregation of the roles of mother and father in the family. Yet the role of women in the postwar years was not to be submissive Ϫ rather, it was to be supportive, and managerial, or motherly. Anne Allison (1994: 179) has argued in her analysis of sexuality, pleasure, and Japanese corporate masculinity in a Tokyo hostess club that the idea of female strength in Japan is based on tolerance, generosity, and forgiveness, all stereotypically "motherly" qualities. Men, meanwhile, are regarded as eternal "boys". Allison further argues that, as men and women live in separate worlds, it is the mothers who have the power in the household and family. The primacy of the role of the mother in the family means that extramarital sexual relations are not regarded as a threat; however, extramarital progeny are. Paradoxically, perhaps, the relationship between mother and son can be eroticized, a theme explored in the genre of kyōiku manga ('educational' manga) (Allison 1996) .
We meet these strong mothers in Ishihara's life and fiction. In the allo-biographical television film Otōto from 2005, Takashima Reiko Ϫ a celebrated actress of tough female roles, for example that of a female bodyguard in the television series Kizu darake no onna ('A Woman Full of Wounds') Ϫ played the part of Shintarō and Yūjirō's caring mother. The various stories that go to make up the plot in Ore are all based on Ishihara's interviews with Torihama Tome, the woman who ran a restaurant on the small island (and military base) of Chiran, located at the southern tip of Kyūshū during the war. Ishihara convinced the actress Kishi Keiko to play her role in Ore. In the film, Torihama has two daughters. The main guests in her establishment, men whom she calls "her" pilots, are young kamikaze pilots awaiting their orders. Torihama constantly takes care of her young warriors, playing her motherly role to the full. In one scene, she sends her daughter to sell a precious kimono in order to buy the ingredients for a special meal she wishes to prepare for two of her boys; however, they are summarily ordered to the airbase. In other scenes, we witness her sending her pilots' letters to their parents, circumventing censorship; and when she is caught by the military police, she has to endure torture. This personal history of a woman, a mother, in wartime serves as an example of the cruel and dehumanizing effects of the military dictatorship in Japan. And yet, the setting of Ore is, first and foremost, a psychological and emotional one. The digitally reproduced scenes of fleets of ships and bloody sea battles that intersperse this domestic story seem strangely out of place, and merely serve to interrupt and disturb the gentle narrative flow.
Each of her young warriors constantly calls her okāchan 'mother' or bachan 'aunt' at the same time as they struggle to cope with their destiny like adult men. Kanayama, a pilot of Korean descent, paradoxically expresses gratitude to the Japanese army for being allowed to join. Tabata, who returns three times from kamikaze missions, arouses the suspicion of his superiors: he commits suicide purposely with his plane immediately after taking off for his fourth mission. Kawagō promises his surrogate mother that he will return from battle in the shape of a firefly: later we see this promise apparently being kept, in a highly sentimental scene in which Torihama is overcome with tears.
It is the fourth kamikaze pilot, Bandō Ϫ a rebellious character (played by Kubozuka Yōsuke) who has been raised by his father alone, an elder brother like Ishihara himself, and the pilot for whom the pronoun ore is the most fitting Ϫ who provides the film with its final poignant dramatic scenes. On the day of battle, Bandō leaves behind his younger brother, who runs alongside his plane until it takes off, giving him a dramatic farewell. Just before going off on his last mission, he meets Torihama in her parlor and tries to allay her doubts about his future, telling her that his personal name Katsuji comprises the character for victory (katsu 'to win'). And yet, for all that he tries to act like a man, he still does not have the courage to tell his father that he has joined the tokkōtai. He asks his surrogate mother Torihama to write a letter explaining his situation and to send it to his father and siblings. At the end of the film, kamikaze pilot Bandō has been rescued and is now living like Robinson Crusoe on a remote island. When his family receives a new letter explaining Katsuji's status, they visit Torihama to reminisce once again in her parlor, seated on the same tatami mats as the pilots.
It is this repetition of certain mis-en-scènes, camera movements, facial close-ups, and, perhaps most importantly, scenes of writing and reading, that encourage us to identify the collective "ore" in the film with Ishihara Shintarō. In reality, Ishihara has also tried all his life to say "no" to his father's expectations and to act freely and spontaneously like his brother (he "went missing" himself once, traveling through South America on a motorbike). Nevertheless, he has basically been the typical self-controlled older brother, and simply continued with his project of writing his text about the national family. Like Torihama in the film, he has four sons; and yet, like the four pilots, he begs for the nation's attention with his texts and letters. Feminist scholars have claimed a direct connection between Japanese nationalism and the cult of manliness, masculinity, and manhood. Jemima Repo (2008: 221) has analyzed the national enshrinement of gender at the Yasukuni Shrine. However, the nationalism we are presented with in Ore is very soft and sentimental. Surrogate mother Torihama eventually visits her deceased kamikaze pilots at the Yasukuni Shrine, and their souls make an appearance before her as fireflies. This is a nationalism that respects even deserters and survivors.
Ishihara does not envisage a Japanese nation of strong men, whether war heroes or sararīman 'salarymen', but instead a maternally oriented culture of the past. With its repeated visits and revisits to the past, his film Ore makes use of a regressive or at least circular structure, retrospectively making an appeal to a maternal forgiveness. Japan ultimately lost the war against America, and now it even loses the battle of the box offices in Japan against Clint Eastwood's Letters. In this sense, Ishihara's personal letter to Eastwood is simply another repetition of the same kind of emotional argument, a defiant document of nostalgia.
From the divine to the "medialized" nation: gendering the Japanese visual media
Paul Virilio (1989) has argued that the battlefield is always a film set. All the war films with male heroes mentioned above seem to substantiate this statement. The central story of Eastwood's film Letters takes place on the remote island of Iwo Jima, which de facto is also a huge cemetery for soldiers, framed by an "outer" story of an archaeological excavation. In contrast, the most emotionally moving scenes in Ore take place in the calm space of a Japanese ochanoma 'parlor'. Letters are written and read with people seated on tatami mats near a tradi-tional tsukue 'table' and close to a maternal figure. The classical Japanese gender relations and roles are clearly reflected in the film's spatial construction. The familial intimacy of Torihama Tome's home is intensified by her close encounter with the young kamikaze pilots, who themselves are encountering the prospect of their own death. Perhaps most affecting are the camera shots of Torihama's meetings with Bandō and, fifteen years later, with his father and siblings. All taken from the same angle by cinematographer Ueda Shōji, who also worked with director Kurosawa Akira, they observe Torihama in her secluded tatami room, kneeling to welcome guests, serving tea, having conversations, writing letters, and finally reading letters. In Letters, the letters are shoveled out of the earth to be examined objectively as documents of the past. In Ore, each of the letters are written and read in seemingly real time on the screen. The writers and subjects of these letters are living, and they communicate something that is not so easy to communicate in a war film, something that we might call "incommunicability": the sublimely painful coalescence of boyish innocence with total destruction and death.
Walter Benjamin observed that the technology of the reproduction of speech turned the sound film into a tool of national propaganda in the 1930s. Paul Virilio's analysis of the Western, especially German and American, male war and film hero from the 1940s onward, can be read as an extension of Benjamin's argument. However, in Japan in the 1920s and 1930s, cinema was not used extensively as the primary visual medium to propagate political or national objectives. The national narrative in Japan may have been deeply inscribed in people's consciousness, but it was not through the visual medium of the cinema. During the war, propaganda was provided visually by kamishibai (i.e., minitheaters with paper slides and live narration), carried about through the city on bicycles. The one mass medium that was used for the purpose of the nation was an aural one, the radio. On 15 August 1945, the Emperor announced Japan's unconditional surrender to the nation using the radio, and it was also via the radio that he repudiated his quasidivine status: in Ore, we see Torihama faint as she listens to the broadcast on that day. The radio continued to dominate the Japanese media in the 1950s. Japan's baby boomers, those born in the 1940s and immediately after the war, early internalized the habit of listening to the radio, and they remain the most ardent and loyal radio listeners today (Heinze 2011) . This primacy of radio over film in Japan in the 1930s and 1940s means that, according to cultural sociologists Yoshimi Shunya and Yomota Inuhiko, the impact of the Japanese film directors of the 1930s and 1940s on their audience and their capacity to develop a national cinema has been overestimated. Mizoguchi Kenji's (1932) film Manmō kenkoku no reimei ('The Dawn of the Founding of Manchukuo and Mongolia'), for example, bears no comparison to any of Frank Capra's films in terms of its political impact. There is also a failure to depict strong soldiers and male fighters as national heroes. As Yomota (1999) goes on to argue, giving the example of Mizuguchi's (1941) film adaptation of Genrokuchūshingura ('The 47 Rōnin'): "Even in his 1941 adaptation of [this film], when Mizoguchi was aiming to produce a kind of 'new national film', he cut the climax and revenge scenes so much that this drama, which is supposed to center around male heroes, is literally re-knitted by the women and ends up becoming an entirely new story" (see also Yoshimi 2001b: 128) .
Thus the cinema did not become a national medium before the war, as it did in the United States. After the military defeat, the subsequent economic recovery, and the modernization and mechanization of the household, the national mass media underwent a rapid redefinition. In the 1960s, television rose to prominence, and in conjunction with the period of high economic growth, rapidly spread across Japan. Home electrification became a national project (Yoshimi 2001c) . The Japanese housewife and mother dominated the world of advertisements, and three new electrical appliances, the refrigerator, the telephone, and the television set, jokingly dubbed the sanshu no jingi ('Three Sacred Treasures of Japan' Ϫ i.e., the imperial regalia of the mirror, the sword, and the jewel) became essential items in Japanese households. Tezuka Osamu, the "Godfather of manga", was a beneficiary of these divine treasures. In 1961, he started his career as a director of the black-andwhite Tetsuwan atomu ('Astro Boy'), an animated film made for television about a little robot boy with superhuman powers. Astro Boy became the first example of Japanese popular science fiction; as a program it explicitly linked postwar Japan to a vision of the scientific future. Astro Boy's name in Japanese, Atomu, hints at the peaceful use of atomic energy for robotic bodies. As Yoshimi (2003) explains:
From the early 1960s onwards, the television became an overarching medium linking the family with the state, defining the national consciousness and dominating people's imaginative views of both the past and the present […] Throughout the 1960s, television as the "national medium" attained a special position through which Japanese people reconstructed their national memory and identity and also their image of the future (Yoshimi 2003: 467, 469) .
Intriguingly, Ishihara's film Ore appears to "anticipate" the success of television in Japan, both as mass medium and as national entertain-ment. As noted above, the story uses a structure that relies on Torihama's narration, so that temporally it is arranged around her memories; spatially, it is set in her living room/parlor (ochanoma). Many times the camera looks into this intimate space from the outside, holding the family in its gaze. When Torihama meets Bandō at the beginning of the film and his family toward the end, the shots are of the room from the wooden veranda, and the camera movement follows the rays of sunshine to the bodies of the characters, catching all the family members seated in the room looking at and listening to Torihama. It is a scene that is strongly reminiscent of a group watching television, and indeed they are all focused on what we might today call an "anchor woman". In this film, it is not the action, the machines, the battle, or the masculine hero that drives the plot, and with which viewers are encouraged to engage, but instead the faces, the emotions, the letters, the tears, and the interiority. Right from the start, the film chooses a familial and intimate space as its setting, incompatible with the violent actions on the battlefield in the typical Western war film. In terms of genre, Ore is a film designed for the television, and as such it precisely matches the needs of its female main character and communication of memory. The targeted viewer, drawn into the intimate space of the Japanese tatami room through identification with her, is not a boy, man, or husband, but rather a woman, mother, and wife.
The television is now the most consumed mass medium in Japan, with the average individual watching almost four hours of television every day (Heinze 2011) . Television thus has a huge power to affect and create consumption habits. Historically, this power was already making itself felt in the 1960s. Since the television set was the most important "divine treasure" of the postwar Japanese household, it even started to structure the Japanese day, finally helping to establish a "national timetable" (nashonaru na jikanwari) for viewing, including a "Golden Time" (kōkinki) from 7 p.m. to 10 p.m., when every member of the family could be assumed to be assembled "in front of the box". Contemporary viewers could nostalgically look back on the historical arrival of the television into everyday life in the 2005 film Always Ϫ San-chōme no yūhi (Yamazaki 2005) . According to Yoshimi Shunya (2003: 476) , this time slot was almost obligatory viewing until the 1980s, with a genre in it to suit every family member: news, cartoons, quiz programs, and drama (mainly targeted toward male viewers). Golden Time was prime time, and it was also known as ochanoma no jikan ('parlor' time) .
Originally, the terebi shōsetsu 'television-novel', shown both in the morning and in the evening, may have been aimed at all family members. However, very rapidly these time slots, too, came to be targeted toward a specific gender, in a process that came over the decades to define Japanese television scheduling in general. In the 1960s, Sunday evening was already the main time slot for male viewers to enjoy jidaigeki (i.e., epic dramas of the warlords on the battlefields of the sixteenth and seventeenth centuries, a period known as the 'era of wars', sengoku jidai). These serials on the early era of nation-building, epitomized by one particular drama on the life of the principal nationbuilder Tokugawa Ieyasu in 1983, allowed the topic of less comfortable, colonial phases of the history of the modern Japanese national state to be avoided. Female viewers, mainly housewives, were (and still are) treated to the typical entertainment of midday and early afternoon, waidoshō 'variety shows' and merodorama 'melodramas'. Since the 1960s, there has been an additional fictional genre starting at 8 a.m., specifically targeting a female audience that deals with the life stories of strong, independent-minded women who survive turbulent wartime. As Yoshimi (2003) explains, this genre has come to thoroughly dominate the discourse of World War II, with representations of the horrific and traumatizing impact on the psyche of the male soldiers who return home to strong women and mothers. Clearly, on the Japanese television screen, it is the women who bear the nation:
The experience of World War II was the period of history with the greatest real meaning for post-war Japanese women. TV dramas repeatedly presented the Japanese war experience from the angle of "Japanese women as the victims". Men appear in the dramas as soldiers sent away to the battlefields and returning home wounded after the war […] Women remain the main characters of the drama, suffering great loss even as they finally live through the ordeal. History is presented here in the form of an individual person's memory Ϫ and furthermore from the perspective of the average Japanese woman, leaving no room for memories and viewpoints of those who were colonized or invaded (Yoshimi 2003: 478Ϫ479) .
These observations apply equally well to the film Ore. The repetition in the visits of the Bandō family to Torihama, first in 1945 and then in 1960, underlined cinematographically by the repeated use of precisely the same camera angle, suggests that time is cyclical and repetitive, and that the past exists in the present. It also emphasizes the pivotal role of the mother figure, who is the same in both scenes. Supposedly designed as the Japanese response to Clint Eastwood's Letters, a war film set on the battlefield, Ore in fact emulates a Japanese television morning drama for female viewers. Arranged around the memories of a beloved okāsan 'mother', taking place in the private and gendered space of the ochanoma 'parlor', it portrays the sons and boys as innocent victims, and so avoids any mention of the war atrocities committed by Japanese. At the same time, much like manga writer Hasegawa Machiko with her famous heroine Sazaesan, Ishihara portrays a strong, non-subservient mother, and he thus complies with the gendered production and consumption patterns promoted by national television in postwar Japan. This is an act of "medialization" of the national narrative Ϫ a new orientation of the national narrative toward visual mass media with the result that media criteria become relevant to the national narrative. It is also, surely, an act of profound secularization. The national narrative of the tennō 'Emperor' and kamikaze culminates in the "divine treasure" (jingi) of the television set. Subliminally, this cultural text replaces the grander narrative of nationalism with a personal narrative of nostalgia.
Conclusion: nationalism as nostalgia
This paper has identified three important changes in Japanese nationalism represented in Ishihara Shintarō's kamikaze film Ore. First, the film does not promote male warriors and masculine virtues, but rather maternal structures in society. Ore replaces adult male war heroes with grown-up children (as suggested by the pronoun ore), and is in sharp contrast both to the postwar masculinity of the taiyōzoku films and to the male American warrior in Eastwood's films Flags and Letters. Second, instead of blindly following the tennō and accepting the destiny of the kamikaze in World War II, Ishihara complies with the frames and rules of the most important "divine treasure" of Japanese consumerism: television. The narrative design of Ore is typical of Japanese television dramas that target a female audience. This medialization of the national narrative, accompanying its transition from literature or film to television, softens the nationalist impetus and feminizes it further. Third, Ore fits into a wave of nostalgic retrospections of history, represented in a variety of Japanese film and television productions over the last decade, and which are core to postmodern popular culture.
Ultimately, the film Ore is, as its title implies, the autobiographical document of an old man: retrospective, circular, and repetitive. The author is revisiting all the main aspects of his life and oeuvre Ϫ the sea, death, and the Japanese nation Ϫ yet again. Based on personal recollections, the film does not convey a nationalist ideology. Any such message would have been sucked into the strong inclination of the postmodern media to feed its audience nostalgic or even glossy images of "pastness", which lead anywhere but back into the past. For future research, this raises the question of how thoroughly the media already shape political nationalism in postmodern Japan (as, for example, in the gōmanizumu 'arrogantism' manga), a term coined to refer to unabashedly positive justifications for various actions and doctrines associated with Japan's role in World War II). It may be noted in passing that Ishihara Shintarō's television commercial for the 2016 Olympics in Tokyo, which had the somewhat nationalist slogan Nihon da kara, dekiru ('We can, because we're Japan') was, in the end, unsuccessful. We may in fact be witnessing Ishihara's political isolation. And eventually his nostalgic text will have to be read as the cultural legacy of a particular generation. 
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